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Studying Japanese Electroacoustic Music: A View from Paris
日本の電子音響音楽研究――パリからの視点
Marc Battier 　マルク・バティエ   パリ＝ソルボンヌ大学音楽学教授、IREMUS 所属
Electroacoustic music is not an easy genre to grasp. Several diﬃculties are in the way. 
For instance, at the very large world congress of the International Musicological Society (IMS) 
which will be held in Tokyo in March 2017, over 500 musicological papers are to be presented, 
but only three on electroacoustic music (including one of mine). While I understand that IMS 
deals with all periods and all cultures, it is a bit surprising to see so few papers on this type of 
music. This is partly because electroacoustic is a relatively new genre. And when I use the term 
"genre", this is an oversimpliﬁcation, as, in fact, electroacoustic music crosses many genres. 
While this music ﬁrst appeared in France in 1948, it quickly spread to other countries. 
It would be more precise to say that it did not really spread, but rather it appeared within a few 
years in many countries, and on three continents. It's not so much the French approach, forged 
by one Pierre Schaeﬀer in 1948, that inﬂuenced other countries, although it did play a role, but 
rather the musical and the technological conditions which attracted attention to this new way of 
making music; It aﬀected the way music was composed, the way it was realized and performed, 
and even the way it was listened and perceived. It's been called, in the early years, "music 
without instruments".
Today, "music without instruments" is gaining a lot of attention, with the spread of 
"soundscapes", that is listening to the environment as if it was musically signiﬁcant. It may be 
the result of an increasing attention to the question  of the meaning of music, or rather "meaning 
and meaningfulness", which was the main theme of a recent conference of the Electroacoustic 
Music Studies Network. In that conference, the Canadian composer Andra McCarthy discussed 
the "Meaningful Listening through Soundwalks".
A soundwalk is when a group of listeners is led by a musician in the tour of a particular 
area, such as a city. It's not properly electroacoustic, but it's derived from a landmark in 
electroacoustic music, the series of "Presque rien" (almost nothing) by French composer 
Luc Ferrari initiated in 1970. This prominent electroacoustic music is but the recording of a 
daybreak near the sea. While only a chunk of reality, it was recorded commercially and became 
an instant object of curiosity: nothing like this had been done before, and it pushed the very 
deﬁnition of what electroacoustic music was. In that sense, soundwalks are a development of 
the daring Luc Ferrari's gesture. 
This musical gesture was a breakthrough in that it redefined the very nature of the 
研究発表　第 1 セッション
18 mixed muses no.12
ﬁeld. In fact, the history of this music is full of similar gestures, each one an extension of what 
this music was or strived to be. Each one pushed the limits of the possible, helped chart new 
territories, and draw a map of unknown lands.
Speaking of lands, during the early phase of its development, this music was shaped by 
specific cultural tropisms. In France, it was led by an experimental attitude: composing was 
merely producing short studies, in order to comprehend how noises and non-musical sounds 
could merge and fuse into a musical discourse. For many years, Pierre Schaeﬀer directed his 
students and exhorted his colleagues to realize studies rather than full-blown musical works 
(although he did some himself ). In Germany, this music started in the early 1950s within a 
strict context of serialism. Rather than exploring the sound material, it was important to the 
director of the Cologne studio, Herbert Eimert, to adhere to the serial method of composing 
using electronic musical instruments. And when the young Karlheinz Stockhausen, fresh from 
his studies with Messiaen and Schaeﬀer arrived in 1953, he immediately pushed the serialist 
approach to the construction of all aspects of a piece, including the sound spectra themselves, 
and in so doing opened the door to a whole new way of composing electronic music.
When Toshiro Mayuzumi 黛 敏 郎 came back after his studies at the Paris conservatory 
and returned to Japan in July 1952 after having left Paris in May that year, he set out to 
compose an electroacoustic music piece. Because he left Paris on May 29, 1952, he had a 
chance to attend the important concerts of musique concrète, the early form of electroacoustic 
music as it was made in Paris, as those concerts took place on May 1952 in Paris. In those 
concerts, the whole spectrum of musique concrète was presented to the public.
In Mayuzumi's piece, called Work X,Y,Z  for musique concrète, one can hear, in the ﬁrst 
movement, a mixing of mechanical and industrial sounds with fragments of gagaku. So, in this 
very early electroacoustic music piece, a striking intrusion of cultural elements is present. In 
fact, electroacoustic music is an usual medium in which collage, quotations and use of extra-
musical components can be often encountered.
When it comes to Asian music, it is of premium importance to consider which external 
elements have been used, and for which intention. I would not venture an explanation for 
Mayuzumi's use of gagaku in this particular movement of his 1953 musique concrète piece, 
but I can observe that the use of cultural elements in the electroacoustic musical discourse is 
frequent. Collage is but one aspect of this technique: there are others.
When musical works come from non Western cultures, or at least countries which have 
non-Western tradition, the question of interculturality is raised in order to shed a light on the 
impact of multiple influences. Even if it is frequent to hear the term interculturalism used, 
interculturality is in fact more precise, at least in the context of a study. Indeed, interculturalism 
reﬂects cultural diversity, autonomy and coexistence of cultural entities in a given society or 
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human group. Interculturalism raises the question of cultural diversity.
The -ism suﬃx, from the latin suﬃx -ismus , has several connotations which makes the 
word interculturalism awkward to handle in a neutral study. It evokes ideological references to 
a particular doctrine and its speciﬁcity. The -ity suﬃx, on the other hand, which is derived from 
the latin suﬃx -itas , is immediately attached to particularities. It is this more speciﬁc, as shown 
in the distinction between nationalism and nationality. When discussing musical works, using 
the standpoint of interculturality allows to pinpoint particularities, distinguishing them, and 
more readily measuring their impact on cultural artefact such as a piece of music. 
The question of interculturality is a topic of intense discussions. Opposite points of view 
are confronted. One, in particular, maintains that artists, and composers in this case, have a 
tendency to free themselves from external influences, like local cultural forces. They behave 
more like "citizens of the world" and do not feel the need to reflect upon their own native 
culture. It seems to me that this point of view is somewhat Western culture centric. Is a "citizen 
of the world" a citizen of the Western world? If an artist's activity resides in a given aesthetical 
Figure 1 - Poster of Paris' GRMC concerts at the May 1952 festival,  
    L'œuvre du XXEME siècle.
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space, isn't this space composite and built from all kinds of cultural inﬂuences? Is a "citizen of 
the world" free from local cultural inﬂuences? The answer lies in the study of existing repertoire, 
particularly of new music, music of the past 30 or 40 years. It will not be diﬃcult to observe 
increasing references to speciﬁc cultures. In some cases, musicians and artists were limited in 
their freedom by the political situation, as is demonstrated by musicologist Cheong Wai-Ling 
from Hong Kong in a recent article of Acta Musicologica  (Cheong 2016).
It is also true that, by the same token, a sort of universal approach to computer music has 
been spreading in some experimental circles, through live improvisation and interactive devices. 
So, there isn't a clear-cut distinction, but a blurry or a fuzzy one, between universal and speciﬁc 
approaches to modern music. This may be why interculturality has become such a hot topic 
with many conﬂicting arguments.
Then, the type of music which is increasingly call "mixed music" is a case in point of 
various issues. What is called "mixed music", or, in French, as the term originated in that 
country, "musique mixte", is a special type of electroacoustic music. It is when artiﬁcial sounds 
are played together with instruments, or the voice. In many mixed pieces, there are only one 
or two live instruments. One could name pieces by Karlheinz Stockhausen such as Kontakte , 
for piano, percussion and 4-track tape, composed in 1960, or, by the same composer, Mantra , 
for pianos and live electronics. Sometimes, mixed music is played with an orchestra, like, also 
by Stockhausen, Mixtur , for instrumental groups and live electronics.  In the case of these two 
mixed pieces with live electronics, Mixtur  and Mantra , the electroacoustic part was simply 
devices for transforming the sounds of instruments picked up by microphones, live, in real time, 
and projecting the transformed sound to the audience. 
So, there are two types of mixed music: one with live performers playing with pre-
recorded sounds, as in the conventional electroacoustic music, sometimes called "tape music", 
and the other with live electronics.
Beyond the diﬀerence in the nature of the electroacoustic parts, there are very distinctive 
aspects that separate these two forms. Let's take a recent mixed score by Pierre Boulez, 
Anthèmes  2. In that piece, composed in 1997, it is clear that, just like in the 1981 Répons , the 
technological means, in this case a computer with the Max/MSP toolbox of processing software, 
are dedicated to the live processing of the violin. This is a clear example of use of the most 
advanced technological tools of the time when the piece was composed, as is often the case in 
musique mixte. 
The Question of Documenting Electroacoustic Music
In my past research activities, I was led to study styles and variety of electroacoustic 
music across the globe. Music from Europe is indeed well documented. There has been 
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catalogues and repertories already from the very early 1960s. In 1962, The Paris GRM (Groupe 
de recherches musicales) compiled a ﬁrst catalogue.
As can be seen in this page extracted from the 1962 Catalogue international 
d'information sur les musiques expérimentales [International Information Catalog on 
Experimental Music] , Asian electroacoustic music was included, but only as just a few pieces 
from Japan. 
This catalogue was the very first instrument for documenting the development and 
spread of electroacoustic music in the world. It was highly defective, though, bit this was 
somewhat remedied a few years later. The Paris GRM  (Groupe de recherches musicales) hired 
the services of British musician and music historian Hugh Davies to embark on a vast project of 
comprehensive compilation of worldwide electroacoustic music. This led to the 1967 publication 
of a major catalogue, 330 pages strong, of documentation of worldwide electroacoustic music 
production. The work commissioned by GRM was published in collaboration with Robert Moog 
in Trumansburg, New York, and published by the MIT Press.
In the Catalog, 8 full pages are devoted to Japan, up to 1967. I am showing a fragment 
from these pages, with some early pieces pertaining to Jikken Kobo activity. First, this is the 
published page, which is on page 133 of the book.
Let's now see the same fragment, but this time, with annotations by Hugh Davies. This is 
scanned from the personal copy of the book owned by him. I met Hugh Davies in Berlin in 1993 
Figure 2 - Entries for Japan, from the 1962 GRM catalogue
22 mixed muses no.12
Figure 3 - Cover of Electronic Music Review n. 2/3, 1968.
Figure 4 - Davies' Catalog, Sony Jikken Kobo entries.
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and that's when he showed me this annotated copy. Davies has long passed, but his own copy is 
now kept at the British Library.
As can be seen, there are substantial handwritten annotations. Some of these annotations 
are correct, and many are not. In other words, there were randomly added as Davies was able to 
collect additional information, but this information was not necessarily correct.
Data collection was done through the old method of sending questionnaires to composers 
and studios, and hoping that the correspondents would ﬁll the questionnaire in a legible way 
and put it in an envelope, add a stamp and take it to a mailbox, where it would be placed on a 
ship and travel around the world. 
Actually, I'm speaking from experience as, 30 years later, I also sent postal letters around 
the world when I was in charge of designing the 20th century collection of music instruments 
for the new museum of music, and many of you probably had probably similar experiences too, 
before the Internet era, or at least when the use of Internet was not yet universal. In any case, 
the results of this survey were partial, somewhat random and of course not comprehensive. Even 
with this crop method, it is astonishing that Hugh Davies was able to collect and compile so 
many results. Data management was conducted through cardboard ﬁles typed and handwritten, 
and later transcribed. Even if data collection and the data management were somewhat defective 
and sources of errors, this publication remains a model in its scope.
Asia, and Japan in particular, are too often overlooked when it comes to programming 
Figure 5 - Sony Jikken Kobo entries, annotations by Hugh Davies.
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contemporary music and electroacoustic music. As importantly, at least to the eye of a 
musicologist, Asian electroacoustic music, and Japan, as it was historically ancient in the ﬁeld, 
need to be documented in a way accessible to international researchers. As musicology is 
increasingly accepting electroacoustic music as a field of study, albeit slowly, it had become 
of the highest importance to provide researchers with a comprehensive instrument such as a 
catalogue, repertory or database. As electroacoustic music from Western Europe, North America, 
and even Latin America and Eastern Europe are now well documented, the same isn't true for 
East Asia. This is partly because of language barriers, and partly because development in this 
region has been complicated, and partly for various other reasons.
As can be seen, there are substantial handwritten annotations. Some of these annotations 
are correct, and many are not. In other words, there were randomly added as Davies was able to 
collect additional information, but this information was not necessarily correct.
Data collection was done through the old method of sending questionnaires to composers 
and studios, and hoping that the correspondents would ﬁll the questionnaire in a legible way 
and put it in an envelope, add a stamp and take it to a mailbox, where it would be placed on a 
ship and travel around the world. 
Actually, I'm speaking from experience as, 30 years later, I also sent postal letters around 
the world when I was in charge of designing the 20th century collection of music instruments 
for the new museum of music, and many of you probably had probably similar experiences too, 
before the Internet era, or at least when the use of Internet was not yet universal. In any case, 
the results of this survey were partial, somewhat random and of course not comprehensive. Even 
with this crop method, it is astonishing that Hugh Davies was able to collect and compile so 
many results. Data management was conducted through cardboard ﬁles typed and handwritten, 
and later transcribed. Even if data collection and the data management were somewhat defective 
and source of errors, this publication remains a model in its scope.
Asia, and Japan in particular, are too often overlooked when it comes to programming 
contemporary music and electroacoustic music. As importantly, at least to the eye of a 
musicologist, Asian electroacoustic music, and Japan, as it was historically ancient in the ﬁeld, 
need to be documented in a way accessible to international researchers. As musicology is 
increasingly accepting electroacoustic music as a ﬁeld of study, albeit slowly, it had become 
of the highest importance to provide researchers with a comprehensive instrument such as a 
catalogue, repertory or database. As electroacoustic music from Western Europe, North America, 
and even Latin America and Eastern Europe are now well documented, the same isn't true for 
East Asia. This is partly because of language barriers, and partly because development in this 
region has been complicated, and partly for various other reasons.
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The EMSAN network for The EMSAN network for Asian electroacoustic music 
This has been the foundation for the EMSAN (Electroacoustic Music Studies Asia 
Network) project, which I would like to present briefly. The question raised here is how 
European musicians and scholars look at Japanese music. It is true that there has been quite 
a few exchanges between mostly France and Japan. I mentioned Mayuzumi already, who 
spent time at the Paris conservatory before going back to Japan. There's been many Japanese 
musicians after him. In fact, some decided to stay in Paris, like Taira Yoshihisa or Akira Tamba, 
but most came back. Now, we witness a different situation, where French musicians come 
to Japan either to teach or to learn. Some stay in Kyoto at the Villa Kujoyama, or in French 
institutes, other are invited by schools or conservatories, and some come because they obtained 
a grant. Some, also, come to study some Japanese music historical movements. So, indeed, a ﬂux 
of artists and musicians ﬂows both ways.
The EMSAN project, in this situation, has been developed to pick up where Davies left oﬀ, 
that is to better understand and develop the growth and development of electroacoustic music 
in Japan, and up to the whole of East Asia. Built as a network of scholars and composers and 
housed at the French organised research unit Institut de recherche en musicologie1, EMSAN was 
beneﬁted from the collaboration of researchers all across East Asia, and was particularly well 
received in Japan. EMSAN deals with various endeavours around electroacoustic music in East 
Asia: database of musical works and writings on the subjects, and ; every year, a symposium, the 
2016 one having been in Tokyo, in collaboration with the Japanese Society for Sonic Arts.
A major undertaking of EMSAN, then, has been a database of writings and musical 
Figure 6 - Screen capture of the EMSAN database at 
  www.ums3323.paris-sorbonne.fr/EMSAN/
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works in a variety of electroacoustic music genres. The database has compiled the metadata of 
over 2000 pieces, and over half of them are in the repertoire of Japan, mostly from Japanese 
composers.
Conclusion
As with the Davies compilation, the database is in constant need of verification and 
revision, which is an on-going process. Several entries are revisited and the new data are added. 
This project cannot be done by a single person or a small team. It has to meet the approval of 
those in the community who feel that protecting the memory of past works and putting this 
memory at the disposal of international researchers is a way to share music history. It is also a 
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黛敏郎はパリ音楽院で学んだ後、1952 年 5 月にパリを発って 7 月に日本に帰国し、電子音響
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でにカタログとレパートリーが存在していた。1962 年、パリの GRM（Groupe de recherches 
musicales、音楽研究グループ）は最初のカタログをまとめた。
1962 年の『実験音楽に関する情報の国際カタログ　International Information Catalog on 
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Experimental Music』から引用したこのページ（図２）にあるように、このカタログにはアジア
の電子音響音楽も含まれていたが、日本からのほんの数作品のみの情報であった。





の電子音響音楽制作を記録する 330 ページの巨大なカタログが出版された。GRM に委嘱された
このカタログは、ニューヨーク州トゥルーマンズバーグのロバート・ムーグの協力を得ており、
MIT Press によって出版された。
図 3-  Electronic Music Review 第 2/3 号の表紙 (1968)
このカタログでは 1967 年までの日本の情報のために８ページ割かれている。実験工房の初期
作品について書かれた数頁の断片をここに示しておく。
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URL: http://www.iremus.cnrs.fr/fr/programme-de-recherche/EMSAN.
図 6 ‒ サイト www.ums3323.paris-sorbonne.fr/EMSAN/　における EMSAN データベースの 
スクリーン・ショット
結論
デイヴィスの総括と同じように、データベースは常に書き換えられて進展させていく必要があ
る。ここでは多くのデータへのアクセスがたくさん繰り返されており、新しいデータが付け加え
られる。このプロジェクトは１人の人や小さなチームでは実現されなかった。過去の作品を保存
しその記憶を国際的研究者が使えるようにすることが音楽史を共有することにつながる、と考え
るこのコミュニティの人々の総意に従わなければならない。そうすることによって、異文化への
まなざしを可能にするような諸文化間の対話を促しているのである。
（水野みか子 訳）
